and its account of the discovery of the Matacão -a mysterious plastic bedrock found in Brazil's Amazon rainforest -as bound to the nation's recent history of neoliberal financialization and petrolic extraction. The Matacão is examined as an allegory for the dispossession of peasant communities by multinational capitalism through its references to historical resource rushes as well as the developmental arcs of discovery, excavation and exhaustion attending commodity booms. The discussion concludes by examining the text's framing of North American influence in Brazil alongside the emergence of extra-human resistance to the commodification of the Amazon. Amanda Boetzkes and Andrew Pendakis have argued that plastic makes "visible a stratigraphy of oil capital", and likewise, this article connects the local and global production of petro-ecological surpluses, petro-plastic waste and petro-dollar debt as rendered in Yamashita's novel. Nation-states are named after major plastic chemicals (cellulose, petrolia, lignin), their capitals after plastic brands (fibestos, petropol), interiors broken down into specific subgroups (cellulose acetate butyrate, chloroprene) and regions striated by "Great chemical" waterways (great acetylene river, asphalt lake). Northwards is the realm of "natural resins",
transformation of the Brazilian Amazon by the nation's military regime in the 1960s and 1970s. This militarized transfiguration was both due to and contingent upon the IMF's Structural Adjustment Programs and cheap petro-dollar loans that led to the neoliberal financialization of the environment across the world-system and its resource peripheries, in particular. Plastic thus operates as a literal and allegorical obstacle to local forms of subsistence in Through the Arc precisely because of global oil, petro-finance and petroplastic waste. Despite the Matacão's apparent propinquity to oil in its nimble transformation into commodities and capital, however, cultural critics tend to argue for the "structural occlusion" (Macdonald 2013, 6 ) of oil production and related waste due to its geographic and spatial displacement. Such occlusion makes it difficult to uncover the origins of oil-derived materials like plastic, and disrupts our ability to apprehend plastic's signification of both middle-class comfort in systemic cores and the toxic material and chemical waste that is displaced on to "underpolluted" peripheral regions. This logic of displacement was made explicit by Larry Summer's infamous World Bank memo on the possibility of dumping waste in "underpolluted" countries -termed "Least Developed Countries" (LDCs) -in order to maintain surplus production and consumption in wealthier (what we might call "core") states (Summers, quoted in Rob Nixon 2011, 1) . Further, the complex scales and networks linking oil and financialization make it hard to parse the rush of neoliberal financial activities designed to "asset-strip" labour and nature as engendered by the flood of petro-dollars in the 1970s (Moore 2010a, 231) . It is with the above three issues that this article is concerned, offering Through the Arc as a case study for the (petro)cultural imaginary of plastic, and demonstrating a critical reading practice that goes beyond the local problems of Brazilian extractivism by binding the national and world-systemic scales of our global oil society.
My account of the networks of oil financing and ecological degradation in Through the Arc builds on Ursula Heise's (2004) argument that the text necessitates a reading that moves beyond Asian-American categories towards analysis of how "reflections on regional identity translate into scenarios of global connectivity and ecological alienation" (127). Yet this article goes still further in arguing that the novel's syncretic account of residual and emergent colonial and imperial structures and capitalist flows necessitates a world-ecological conceptual practice. Such an approach to reading Through the Arc's production of global networks of fuel and finance marks a point of departure from other critical work on plastic that tends to focus on the banality and danger of plastic pollution. One such work is (17), and an expression of plastic's agential force, offering an alternate view into the agency of non-human elements and their coproduction of "metabolic poetics" (19), which necessitates a "pataphysics" or linguistic play as a response to "the hyperobject of chemical pollution" (17).
Rather than viewing plastic through Dickinson's new materialist approach to biosemiotics as a form "of media expressing the biology of petroculture" (2016, 20) , or in terms of its registration of visible and invisible pollution (see Davis 2015, 347-358) , this article reads Through the Arc's deployment of plastic as a symbol for the text's worldsystemic registration of the uneven effects of petro-plastic pollution and oil financing.
Although the Matacão's mysterious appearance erases its links to heavy industry, to the rigs and pumps of oil production, this is not to say that, like plastic objects in everyday life, it is without historicity or geographic specificity. Rather, the Matacão's appearance in Brazil -a nation whose economy and ecology are defined by successive commodity frontierspurposefully triangulates its origins in commodity booms through which narratives of scarcity necessitate radical interventions and reorganizations of ecosystems. This article 
Brazil's history of neoliberalism
Ever since its colonization in 1500, Brazil's economic history has been structured by extractive policies and commodity manias, including the 17 th century sugar rush followed by Programs, to recycle the money as debt. This, in turn, financed infrastructure projects throughout developing nations, and led to a boom in short-term but lucrative agricultural projects and export crops (see Niblett 2012, 26; Ortiz 2016, 611) . With agro-industrialization dominated by the imperatives of "finance capital and its valuation of labor and nature in terms of short-term profitability" (Ortiz 2016, 617) , Brazil was encouraged to transition from an industrialized economy towards one based on high-profit agro-exports in order to service its debt repayments. Exemplifying neoliberalism's financialization of socio-ecological relations, the Brazilian Amazon became the site for intense extractive techniques and agrochemical fixes via the Green Revolution, as well as the intensified mechanization of agriculture, yielding new export monocrops (Ortiz 2016, 611) . This was enabled through narratives of national modernization that were both coextensive with and consolidated by speculative financial mechanisms, including cheap subsidized credit, hyperinflation, "tax holidays, fiscal incentives" and access to "sub-surface royalties" through complex land ownership and forest clearance laws (Hecht 1989, 40-41) (2008) explains, the most indebted country in the developing world before defaulting on its loans (115). Unusually, Brazil was able to avoid IMF loan schemes due to its strong agricultural production, extraction of raw materials and national government bonds, but the 1980s proved to be a "lost decade" (Edwards 2008, 115) 
Part I: Development
Through the Arc is narrated by a golf ball-sized sphere of Matacão that floats in front of the main character, a retired Japanese rail inspector named Kazumasa Ishimaru. The ball is attracted to the Matacão bedrock beneath the Amazon, and Kazumasa is soon pressed by an
American multinational called GGG to discover further plastic deposits. Aside from prospectors, the Matacão plain attracts other parties interested in its magnetic qualities and seemingly miraculous effects, including religious devotees and zealots of the new healing trend in "featherology" (Yamashita 1990, 150) . The origins of this peculiar substance are initially unknown. Indeed, it is described as either an "alien" substance or a CIA hoax (95) until a computer reveals that the material is made from polymer chains, or a "polyurethane family commonly known as plastic" (97). With this discovery, it becomes clear that decades of plastic waste have compressed under the earth's surface, only to reappear in the Amazon basin.
The Matacão operates not merely as a symbol for the unequal displacement of plastic pollution to peripheral regions, but as an allegory for the dispossession of peasants from their lands through petro-dollar financed infrastructural projects, government developmental plans and environmental destruction. Peasant Mané Pena, who first notices the Matacão after disastrous government forest clearances, acts as a bellwether for the deleterious effects of recent Amazonian modernization programs. Originally, he wanders the forest "fishing, tapping rubber and collecting Brazil nuts" (Yamashita 1990, 16) , until government officials clear the land of rubber trees and repurpose the area for development, inadvertently exposing the plastic deposits in the process. But prior to the exposure of the Matacão by deforestation, drought and floods, Mané had known that the "primeval forest was not primeval" (16) and that the soil's "tubes had been tied long ago" (17) because he could not penetrate the plastic to access the water beneath. Mané's inability to pierce the Matacão -and the land's lack of fertility after the clearances -underscores the significance of the mined polymer as an allegory for the dispossession of peasants by government developmental programs funded by the World Bank. Not only is the region described as "poor" (16) and "eroding" (17), producing only a "paltry stubble of manioc" (16), but local communities are both literally and figuratively blocked from accessing any residual agricultural potential by the forcible curtailment of small-scale rubber tapping in favour of ruinous ranches and huge landholdings.
Further critiquing Brazil's recent history of rapid development and extractivism,
Through the Arc's naming structure is based on the arcs of speculative commodity frontiers:
from "Part I: The Beginning", to "Part II: The Developing World", "Part III: More Development", "Part IV: Loss of Innocence", "Part V: More Loss" and "Part VI: Return". By using developmental arcs as its compositional structure, with six interrelated stories emerging across six distinct sections, the novel marries its formal compression with a thematic critique of short-term overheated neoliberal resource manias catalysed by injections of capital and labour. The description of Mané's life takes on a similarly rapid trajectory from the "innocence" of pre-economic modernization, to the experience and "terrible ruthlessness"
(vii) of economic expansion throughout the Amazon and, indeed, the accelerated loss of his rubber trees. Within several years, he and his family are forced to move to "low-cost, riverside condominiums built on the edges of the Matacão", but soon thereafter the buildings are "condemned" and replaced with luxurious developments and US fast-food chains to cater to the growing tourist trade (Yamashita 1990, 17) . As Mané notes, the arid landscape cannot sustain local people, but through the machinations of speculative investment it is a fertile place for growing "buildings!" (77).
The Matacão plain, like the world's vast oil fields, is inaccessible to those without access to vast research funds and sophisticated technologies. As hard as diamonds, the Matacão can only be cut by an American corporation called GGG who discover that a "laser [ … ] with amino acids and other chemical compounds" (Yamashita 1990, 97) Continuing its use of previous commodity booms to critique contemporary developmental processes, Through the Arc repeatedly references a disastrous series of post1960s infrastructure programs and associated resource rushes. Lourdes, Kazumasa's love interest, describes how her husband left to work in the Serra Pelada gold mine, which was infamous in the early 1980s for its apocalyptic scenes of environmental degradation, lawlessness and overcrowding (Hecht 1989, 36-37) , and was never seen again. Elsewhere, the novel critiques the rapacious rezoning and extraction of minerals, lumber and commodities from Brazil's north east. Indeed, Kazumasa discovers the bulk of his Matacão deposits in the north eastern regions of "Pará, Amazonas, Maranhão, Ceará and Rondônia", and proclaims that "the north of Brazil was a gold mine in plastic" (Yamashita 1990, 144 (Velho 1979, 30) , through "Operation Amazonia" (Walker et al. 2011, 576) . Unsurprisingly, this operation involved significant rainforest clearances, precipitated by the construction of the TransAmazonia highway.
The text's emphasis on the devastation caused by "Operation Amazonia" is revealed in a lengthy and vividly imagined scene following the collapse of the Matacão by a terrible typhus epidemic and plastic-eating bacterium. Leaving the Matacão plain, the survivors pass every devastating neo-colonial ecological activity imaginable. Along a "raw" unpaved road, a "festering gash of a highway", most likely the TransAmazonia express, they observe "hydroelectric plants", "mining projects tirelessly exhausting the treasures of iron, manganese and bauxite" and a "gold rush" akin to that of Serra Pelada, which proves too tempting for a third of a procession who join the "greedy furor". They also pass "fishing fleets", trucks loaded with lumber, rubber and Brazil nuts, charred land cleared for "frantic zebu cattle" and "blackpepper-tree plantations" staffed by migrant Japanese labour (Yamashita 1990, 209) . The scene concisely imagines the frantic zoning, surveying and mapping of the land through fiveand ten-year government plans, in a language modelled on those of the post-1960s autocratic Brazilian government, which sought to "develop", control and oppress the region's ecology and inhabitants while causing untold ecological ruin:
They passed through the old territorial hideouts of rural guerrillas, trampling over unmarked graves and forgotten sites of strife and massacre. And when the rains stopped, they knew they had passed into northeast Brazil's drought-ridden terrain, the sun-baked earth spreading out from smoldering asphalt, weaving erosion through the landscape. (210) Yamashita's descriptive critique of Brazil's modernization pinpoints the extractive nature of "asset-stripping" governmental plans, which depend upon ruinous short-term strategies by mining the remaining frontiers of ancient rainforests, not only hastening the erosion and decline of the region's biome, but also furthering its historical amnesia by erasing the history of radical political groups. Indeed, an ancillary goal of "Operation Amazonia" was to suppress social unrest in the north east by peasant leagues, student protestors, union leaders and communists through arrest, torture, disappearance and assassination (Skidmore 1988, 16-17; Walker et al. 2011, 576) . The end result is the exhausted "drought-ridden terrain" of Brazil's north east (Yamashita 1990, 210) Through the Arc of the Rainforest thus registers, not only the waxing and waning developmental arcs of historical commodity booms, but also the contemporary crisis of neoliberal capital in which new frontiers are created through speculative financial mechanisms and technologies, only to be disrupted by the evolution of extra-human natures.
The Matacão plain is structured by two commodity booms that lead to the plain's ruin: one in feathers and their healing powers, as discovered by Mané Pena, and the other in Matacão plastic. Both are funded by the activities of GGG, aptly named after co-founders George and Georgina Gamble, whose surname suggests GGG's casino-capitalist speculative approach.
J.B. Tweep discovers the feather in an online video of Mané, and realizes that it is the "missing product" (Yamashita 1990, 21) at the heart of GGG's enterprises. It is invaluable in degrees latitude of the equator" (Yamashita 1990, 149) .
Upon moving to Brazil, Tweep attempts to make "five-year deals" (Yamashita 1990, 78 ) on brightly coloured parrot feathers that fit his specification of easy availability and luxurious appeal. However, seasoned "feather distributors", having witnessed repeated commodity bubbles, refuse to commit feathers beyond a few months as they speculate that the feather boom could lead to an even bigger resource rush than that seen with the gold mines of "Serra Pelada back in the eighties" (78). Making a humorous comment on resource bubbles, the branding and commodification of feathers takes on absurd proportions, with newspapers and celebrities extolling its restorative qualities. Mané Pena is persuaded to give lectures at the local college, completing the commodification of the feather by appealing to the cultural legitimacy of folkloric medicine, and inadvertently giving rise to a cult of feather worshippers (155). Soon, however, the market is awash with counterfeit and illegal feathers as parrot stocks decrease. Facing a shortage, GGG's research team invest in cheap Matacão replacements, indistinguishable from (and thus, in market terms, equivalent to) the natural substances.
In an ironic play on plastic's origins in dead organic matter, the Matacão is discovered to have a curious capacity to mimic any material or form by conveying the very "glow, moisture, freshness -the very sensation of life" (Yamashita 1990, 142) . Reconstituted
Matacão thus takes on the nimble qualities of oil's transformation of socio-ecological life and corresponding production of sudden wealth (seemingly) without labour. Soon, it invades the economic, ecological and aesthetic realms of material life by producing a 2.0 "Plastics Age" (143) Patagonia, the California gold rush" (Yamashita 1990, 168) . Significantly, plastic, a substance associated with artifice and the brashness of American popular culture, is the material used to create a crowded pastiche and simulacra of global history by drawing on an important US cultural reference point, the theme park, in a spectacular display of wealth and hubris.
That plastic emerges from the complex co-production of US postwar cultural, Chevrolets" (Yamashita 1990, 100) , deriving its red colouring from the car's seeping rust; a mouse evolves that can burrow in exhaust pipes, with specially adapted "suction cups" on its feet, an immunity to toxic chemicals and "taxi yellow" camouflage (100); a carnivorous "air plant" feeds on insects attracted to rust; monkeys evolve new predacious behaviours by using rusted machine guns against rival primates. Meanwhile local Indian tribes strip the cars of reflective materials for ornate necklaces and headpieces. The junkyard is thus an unintentional and "unparalleled" "ecological experiment" (101) that facilitates the evolution of mutated wildlife, behaviours and artwork amidst a highly poisonous chemical environment. Elsewhere, the run-off from Matacão mining produces "grotesque" mutations in rats of additional limbs, "fangs and tiny horns and an eager appetite for blood" (160), as the violence of ecological ruin begets evolutionary mutations, behaviours and adaptations suited to the vampirish predacity and brutality of neoliberal socio-ecological relations.
Although petro-modernity and imperialism are here marked by environmental devastation, extra-human natures emerge in the Matacão that more properly resist and challenge capitalist extractivism. The relentless commodification of the Amazon produces a bacterium that eats the Matacão plain, destroying Kazumasa's ball, the theme park Chicolándia, entire buildings, roads, credit cards and, more gruesomely, people with "facial rebuilds" (Yamashita 1990, 207) , "additional breasts" and those who ate plastic hamburgers and French fries. It is not merely that the Matacão collapses, but that neoliberal capitalism as a global petro-ecological regime -an entire financial and socio-cultural world dependent upon the production of wealth, spectacle, subjectivity and desire through abundant access to oil and oil-derivatives -fails. Compounding the devastation of the Matacão, the feather boom also facilitates a fatal typhus epidemic. In an attempt to halt the epidemiological wave, a powerful insecticide is sprayed that only serves to kill all the Amazon's birds, in a scene redolent of Rachel Carson's 1962 account of the effect of DDT on birds in Silent Spring (Heise 2008, 103) . Compound ecological crises thus appear at a moment of peak financial overheating and ecological extraction as nature bites back in waves of epidemics that not only invade the sterile Matacão theme park, but ruin the socio-ecological bases upon which the novel's export capital is premised. As Moore notes, although capitalism "drew wealth from Nature", eventually "Nature will exact its revenge" (2015, 5) , through the imminent collapse of the earth's ecology. Through the Arc concludes by imagining the exhaustion of the text's magical account of commodity booms due to ecological violence and the corresponding collapse of capital accumulation. This formal and material collapse is simultaneously imagined in the novel's final scene of "pastoral cliché" (Heise 2004, 138) : the main narrator, Kazumasa, finds happiness in a nuclear family unit, joining his partner Lourdes and her children on a fecund, Arcadian farm, overflowing with tropical fruit, sugar, coffee and corn.
In a novel that so incisively maps and historicizes the movements of global plastic and finance capital, happiness like Kazumasa's seems almost absurd at the text's close, particularly against the backdrop of ecological collapse and compound catastrophe brought about by speculative investment. This insistence on a brief image of nuclear family bliss strikes an inauthentic note of clichéd individualized happiness, a peculiarly regressive mode of sociality and bundle of relations that are set against the collective reimagining required to resist neoliberal development. Despite this last scene, though, plastic emerges as an important symbol throughout Yamashita's novel, registering the utopian qualities of financial petromodernity, the uneven displacement of toxic waste to peripheries and the world-systemic petro-links that fuel Brazil's recent history of financialization and extraction.
